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The Professional Public Concert 
by Joseph Dyer 


Between the death of Bach in 1750 and that of Beethoven 

in 1827 vast changes took place in the vehicles of musical 
performance. Concomitant with changes in taste and style 
throughout this period, there occurred a progressive “profes- 
sionalization” of the public concert, itself a relative newcomer 
to the world of music. Previously, church and court were the 
twin supports of professional ensembles outside the opera 
house. Orchestras tended to be rather small and, apart from 
gala festivals in England, the large chorus was unknown. 
Though religious services, which particularly in Italy included 
independent instrumental music, were open to all, concerts by 
the highly proficient court orchestras were generally accessible 
to few besides the hereditary nobility. The orchestra at the 
electoral court in Mannheim enjoyed an international reputa- 
tion: visitors marveled at the perfection of its execution. 
Several noted composers belonged to the orchestra, and 
literally hundreds of symphonies were spawned from 

its ranks. 

Economic restraints and the disruptions of the 
Napoleonic wars led to the dissolution of many a court musical 
establishment. The professional court musician, never quite 
secure from such caprice, now found himself with a dimin- 
ished opportunity for future employment as a performer. The 
municipal musicians (Stadtpfeifer) found that they could not 
support themselves solely on the income from the perfor- 
mance of their official duties. Not all the musicians affected by 
these developments could find alternative employment as 
“free” artists on a level commensurate with their abilities. Most 
had to look to teaching or hope that a post in a theater 
orchestra would fall vacant. 

The scarcity of positions was due in part to the 
orchestras of middle-class amateurs which had formed in the 
late eighteenth century and continued well into the nine- 
teenth. They employed a few professionals, principally winds 
and brass. Professional string players were not always wel- 
come, since they usually required payment for their service. 
These “dilettante” orchestras (as they were called in German- 
speaking lands) were often far from what the English name 
implies. The results depended on the quality of the players; a 
dilettante was merely a person who did not earn his living from 








music. Amateurs with sufficient leisure time could become 
quite accomplished instrumentalists, and a professional or- 
chestra brought no guarantee of an adequate performance 
because rehearsal time was always insufficient by modern 
standards. 

Mozart, shortly after his arrival in Vienna, associated 
himself with Philipp Jakob Martin and his summer Dilettante 
Concerts in the Augarten. Only the bassoons, trumpets and 
drums were paid. Martin organized similar concerts during the 
winter in a municipal building known as the Mehlgrube. 
Mozart admired Martin’s business acumen and thought that 
the amateur-professional orchestra was rather good, though 
when Mozart arranged for his own “Academies” (as concerts 
were known in Vienna), he hired professional musicians from 
the Burgtheater. 

Amateur orchestras existed in many other cities and 
towns to play the orchestral music which then represented the 
leading edge of compositional developments. The Grosses 
Konzert, founded in 1743 by a group of Leipzig nobles and 
wealthy merchants, was renamed two decades later the 
Liebhaber-Concert. Berlin had its own Liebhaber (amateur) 
concerts from 1770 to 1797. The Parisian Concerts des Amateurs 
commenced in 1764 and developed into the Société de la Loge 
Olympique, for which Haydn wrote the “Paris” Symphonies. 
The success of these ventures depended on a pool of skilled 
amateurs who could be inspired by a director with strong 
musical and organizational talents. Many undertakings did not 
survive for want of stable management, sustained enthusiasm 
or seriousness of purpose. 

Dr. Charles Burney, author of a famous history of music, 
observed the limitations of such orchestras on a visit to 
Hamburg in 1775: 


At night I was carried to a concert, at the house of M. Westphal, 

an eminent and worthy music-merchant. There was a great 

deal of company; and the performers, who consisted chiefly 

of dilettanti, were very numerous. This kind of concert is usually 
more entertaining to the performers than the hearers;... in these 
meetings, more than others, anarchy is too apt to prevail, unless 


the whole be conducted by an able and respected master. 





Presumably the audience paid no fee for the privilege of 
attending this particular evening’s entertainment. It was to 
such informal semi-public gatherings that the term “concert” 
was first applied. 

The deficiencies of the Dilettante Concert as an institu- 
tion encountered ever more insistent criticism as the 
nineteenth century wore on. Audiences demonstrated less and 
less tolerance of their neighbors’ shortcomings as performers. 
Composers, beginning with Beethoven, made the kind of 
technical demands which only highly trained professionals 
could hope to master. Berlioz and Wagner delivered one 
broadside after another against shabby playing, whether 
amateur or professional. In some cases friction between unpaid 
amateurs and paid professionals in the same orchestra was a 
source of unpleasantness. Audiences were also becoming 
accustomed to the heady excitement of the virtuoso concert, 
and they expected some of the same thrill from orchestral 
music making. To attain this goal, a more exacting orchestral 
technique was required. 

All of these developments opened the way for a 
resurgence of the professional orchestral instrumentalist who 
was not a travelling virtuoso, but first a viable organizational 
model had to be found. The idea of a subscription series under 
professional management was not the self-evident solution one 
might assume today, for not every nineteenth-century city had 
the resources or social structure to develop public musical 
institutions. In London, however, the love of music and the 
entrepreneurial spirit had produced an embryonic “concert 
series” by the late seventeenth century, when John Bannister 
offered “music performed by excellent masters” every day. The 
admission price of one shilling included ale and tobacco. This 
clubbish atmosphere characterized many early concerts, both 
in England and on the continent. A monthly series at the 
home of William Caslon (1692-1766), the renowned type- 
founder, featured: 


... Corelli’s music, intermixed with the Overtures of the Old 
English and Italian operas... and the more modern ones of Mr. 
Handel. In the intervals of the performance the guests repasted 
themselves at a sideboard, which was amply furnished; and, 
when it was over, sitting down to a bottle of wine, and a 
decanter of excellent ale, of Mr. Caslon’s own brewing, they 
concluded the evening’s entertainment with a song or two of 
Purcell sung to the harpsichord, or a few catches, and about 


twelve retired. 


Music and refreshment were frequent partners in the 
early history of public performances. For outdoor music and 
recreational diversions no European institution rivalled 
London’s Vauxhall Gardens. Most of the concerts held in its 
agreeable environs were professional. 

Toward the end of the eighteenth century there was 
established in London the Professionals Concert, which found- 
ered when it opposed the Haydn-Salomon Concerts in the 
1790’s. The later London Philharmonic Society, founded in 
1813, had as its specific purpose the cultivation of a higher 
standard of performance. The Society commissioned (or so it 
thought) Beethoven's Ninth Symphony. All of its players were 
professional, but only the wind players were paid. 

Something of a stir was created when a plan was implemented 
to fund insurance benefits for the musicians’ families 


with profits from the concerts. The amateur tradition of music 
for the sheer joy of it remained strong in England! 

Leipzig was the first city to have a professional concert 
orchestra supported by an association of leading citizens. 
Beginning in 1781, it performed in a specially outfitted room in 
the cloth merchants building (Gewandhaus). Mendelssohn, its 
most famous conductor, was appointed in 1835. After a 
number of false starts, Vienna had its first professional concert 
series in 1842, a relatively late date for a musical center of such 
importance. The Vienna Philharmonic, directed at first by Otto 
Nicolai, gave only 22 concerts during the first 18 years of its 
existence. The New World was not far behind these European 
endeavors: the New York Philharmonic was established in 
1842. It underwent one crisis after another during the re- 
mainder of the century as external support waxed and waned. 
Its players had to hold theater jobs, hence attendance at 
rehearsals suffered if a better playing commitment was at 
hand. When Henry Lee Higginson founded the Boston 
Symphony Orchestra in 1880, he bound the musicians by 
contract to forego outside engagements during the concert 
season. Only the Handel and Haydn Society could make use 
of their services when they were not needed for a concert or 
rehearsal. Before the creation of the Boston Symphony, 
residents of this city depended on the Harvard Musical 
Association orchestra of amateurs, visiting orchestras or the 
Handel and Haydn orchestra for exposure to the symphonic 
repertoire. 

With the growth of the fully professional concert 
orchestra, however imperfect, the amateur either had to retire 
to his parlor or discover another outlet for public music 
making. That outlet, choral singing, had already begun to sink 
its roots deep into middle-class musical culture. The first 
important group with a stable organization was the Berlin 
Sing-Akademie, created almost unintentionally in 1791 by Carl 
Friedrich Fasch with a group of his singing pupils. Unlike the 
Handel and Haydn Society which gravitated immediately to 
the oratorio repertoire, the Sing-Akademie cultivated a cap- 
pella choral song. Its members came from the professions, the 
mercantile class, and minor officialdom. The Sing-Akademie 
had its moments of glory in 1829 with the revival of the Saint 
Matthew Passion and in 1834-35 with the first performance of 
the B Minor Mass. It often sang for charitable purposes and 
disaster relief, as did most of the nineteenth-century choral 
societies. It has been in continuous existence since 1791, 
though in 1963 the “refounding” of the venerable institution 
was announced in East Berlin, ostensibly because “only today, 
in our workers and farmers state can the true humanistic ideals 
of the founders of the Sing-Akademie find their fulfillment”—a 
quintessentially bourgeois institution turned proletarian! 

Choral societies along similar lines were established in 
many German cities during the first half of the nineteenth 
century. The popular choral festivals would have been impossi- 
ble without the resources they provided. The joy of singing 
united thousands throughout Europe and America in the great 
mixed choirs which selectively appropriated for themselves a 
few works from the Baroque and Classic periods (Bach's 
Passions, Handel's oratorios, and Haydn's Creation and 
Seasons) and encouraged nineteenth century composers to 
write for their resources. Much of the latter repertoire turned 
out to be rather undistinguished, though it was prepared for 
frequent performances with the same fervor bestowed on the 


supreme masterworks. The amateur choralist sang for relaxa- 
tion and enjoyment, but also for an intimate sense of 
participation in a heady emotional experience, one which did 
not, however, require the arduous personal discipline insepara- 
ble from mastery of an orchestral instrument. A choral society 
could likewise accommodate enormous numbers of singers: 
the Handel and Haydn Society frequently performed with over 
500 members—a chorus of only 300 was a cause of alarm at 
declining interest. 

Depending on the country and the social status of the 
participants, the choral movement had other goals quite 
independent of the cultivation of musical art. Massed choirs 
had been a distinctive English tradition ever since the great 
Handel Commemorations of the late eighteenth century. Their 
overwhelming effect impressed foreign visitors and encour- 
aged the spread of choral music on the continent. Henry 
Raynor, in Music and Society Since 1815, makes a strong case 
for the relationship between choral singing, nonconformism 
and the working classes of the English factory towns. The 
Methodists fostered spiritual hymn singing as they devoted 
themselves to the moral improvement of a populace victimized 
by industrialization. Choral societies were the natural vehicles 
of both educational and moral uplift. Choral singing was 
touted as the road to virtue for the working classes: “senti- 
ments are awakened in them which makes them love their 
families and homes; their wages are not squandered in 
intemperance, and they become happier as well as better” 
(George Hogarth, father-in-law of Dickens, writing in 1835). 
Still other choral societies: Liverpool (1831), Huddersfield 
(1836), Manchester (1850) drew their support from the middle 
class, but London’s first big choir, the Sacred Harmonic Society 
(1832), had close ties with Exeter Hall, the most important 
Methodist center in the capital. 

Social aims of a similar nature determined the structure 
of the Orphéon movement in France, though its principal 
goals were educational, not religious or social. The Orphéons 
were working-class choirs spread throughout France which 
cultivated a cappella singing and administered a method to 
teach note reading. (The English tonic sol-fa system was also 
linked with educational choralism.) At the height of its 
popularity in 1860 the movement enrolled 150,000 singers in 
3,200 Orphéons. In Switzerland choral singing became a 
significant expression of social solidarity and national con- 
sciousness, as well as an intimate communion with high art. 
The publisher Hans Georg Nageli promoted the founding of 
choral societies with a zeal approaching mystical fervor: 


Where does each individual perfect his personality simul- 
taneously through the free expression of feelings and words? 
Where does he become aware, intuitively and in many different 
ways, of his human autonomy and solidarity? Where does he 
radiate love as well as imbibe it at the instant of every breath? 


Where, I ask you, but in choral singing? 


These words were written in 1809, and though they 
apply specifically to certain political and educational objectives 
pursued in conjunction with the educational theorist 
Pestalozzi, the sentiments would have been echoed by quite a 
few nineteenth-century choralists. 

German male choirs were hotbeds of a militant brand of 
nationalism in the nineteenth and early twentieth centuries. 


They raised their voices in folk song and in celebration of the 
fatherland. A particularly famous collection of music, Lyre and 
Sword (1814) set the tone for these organizations, which in 1862 
came together in the German Sangerbund. The organization 
was banned immediately after the Second World War, but 
reconstituted in 1949 and remains a respectable part of the 
German musical scene today. Nationalist sentiments were not 
necessarily royalist ones, as every European monarchy real- 
ized. In their system of organization the choral societies were 
far more democratic than the political institutions which 
surrounded them and which regulated the daily lives of their 
members. The conductor was elected by the membership, as 
were the principal officers, and important decisions depended 
on the establishment of a consensus. In most of the societies 
women held an equal footing with men. Naturally the civil 
authorities could not afford to ignore any large gatherings of 
the educated bourgeoisie. A German police report voiced the 
prevailing mood of suspicion when it noted that “the encour- 
agement of democratic tendencies lies at the root of many of 
these choral societies [Gesangvereine].” Only in England and 
America were the societies free of seditious tendencies, though 
some of the English workers’ choirs were suspected of 
dangerous leanings toward socialism. 

The Handel and Haydn Society, founded in 1815, is one 
of the oldest choral societies in the world: only a few have 
flourished for more than its 165 years. The early membership 
rolls included merchants, manufacturers, professional men 
and a few tradesmen. The latter seem to have resigned after 
short periods, either because they lacked the leisure time or 
because they were not made welcome in what must have 
seemed a closed circle. In short, it was an organization 
expressive of solid middle-class values, even later in the 
century when its 600 or more members came from all walks of 
life. (Women are included in this number, though “ladies of 
the chorus” were barred from official membership in the 
society until 1967.) Possibly due to an excess of that democratic 
spirit which was so feared by our German policeman, the by- 
laws of the Society put musical decisions in the hands of the 
elected President, who might even decide to do the conducting 
himself. The Society’s first conductor, Gottlieb Graupner, was a 
professional and an alumnus of the Salomon Concerts in 
London, but many years passed before the officers realized 
that only a competent, well-trained director could provide the 
necessary, authoritative leadership. 

Until that realization dawned, progress was slow: 
amateurism was the bane of the Handel and Haydn Society in 
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its earliest years, and the by-laws forbade any member from 
accepting compensation for musical services. In 1853 Karl 
Bergmann, a member of the touring Germania Orchestra 
which had just settled in Boston, took over the conductor's 
baton temporarily and enforced a measure of discipline in the 
chorus. A performance of Beethoven’s Ninth Symphony that 
year (the Boston premiere) was a virtual rebirth for the Society. 
Another ex-Germanian, Carl Zerrahn, succeeded Bergmann 
and continued to administer the strong tonic of discipline by 
requiring higher standards for admission to the chorus and 
regular attendance at rehearsals. Within three years the Handel 
and Haydn Society was able to mount America’s first music 
festival on the British model: Creation, Elijah, Messiah, sym- 
phonic works—and a $2,000 deficit! 

The development of permanently established symphony 
orchestras and large choral societies took place within the 
framework of the public concert before a fee-paying audience. 
Both were in different ways emblems of the new independence 
and self-confidence of the middle class, now determined to 
enjoy the cultivated pleasures which were formerly the 
perquisites of the hereditary nobility. The English managerial 
skill which first made the public concert a viable reality was 
widely imitated. Establishment of an orchestra became a 
matter of civic pride to the educated bourgeoisie with the 
financial means to support it. Private music making in the 
home flourished as never before; enormous quantities of trivia 
were churned out to meet the demands of a more affluent 
society. The piano became the instrument of preference for 
amateur instrumentalists who, a generation before, might have 
been members of a dilettant orchestra. Large amateur mixed 
choirs provided a substitute outlet for those who wished to 
appear before the public as active votaries of art. The history of 
nineteenth-century choralism amply demonstrates that there 
were vast cohorts of such. As noted above, well springs other 
than the love of music sustained, or at least added a special 
dimension to a number of European choral organizations. The 
choral society served a variety of purposes, the realization of 
which necessitated the maintenance of an amateur constituency. 


Modern taste has veered away from the “more-is-better” 
ethic of choral music; it questions whether the singing of vast 
throngs can produce a properly musical experience. While 
acknowledging that the size of the chorus depends on the 
music to be performed, a reduction in numbers with an 
increase in effectiveness is the aim of twentieth century choral 
societies. Handel and Haydn subscribers know that the Society 
has striven for and has maintained the highest standards of 
choral and orchestral performance, presenting the great mas- 
terworks according to the most exacting standards of 
authenticity and fidelity to the composer. The Handel and 
Haydn Orchestra numbers among its personnel the best 
professional musicians in the area; vocal soloists of national 
reputation are engaged. The Artistic Director and the officers 
of the Society have determined this year to carry this practice 
to its logical conclusion: the inauguration of a fully profes- 
sional, paid chorus of the best singers in the metropolitan 
area. The special circumstances which make the Handel and 
Haydn Society America’s premier choral institution, its location 
in a major cultural center and its responsibility to its audience 
induced the Board of Governors to approve this step, making 
the Society unique in yet another way. Just as the amateur 
orchestra finally yielded for good reason to the professional 


ensemble, the amateur chorus in a few situations should yield 
to the professional chorus. 

The response to this year’s subscription drive for both 
the choral and instrumental series exceeded all expectations. 
Henceforth new demands and a far greater commitment of 
time will be required of the chorus, many of whom are already 
professional singers by training and experience. Fairness alone 
calls for recognition of this fact in a tangible way. The 
requirements of musicianship in a chorus like the Handel and 
Haydn are more exacting than they are for an opera chorus, all 
of whose members are paid for their services. If the Society 
wishes to continue attracting exceptionally qualified singers in 
a region where there is such extensive (friendly) competition 
for them among choral societies, it must offer appropriate 
reimbursement. By so doing, the Society can encourage the 
development of younger talent by helping to underwrite the 
cost of vocal instruction, to the benefit of both the individual 
and the Society. 
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J. S. Bach MAGNIFICAT, BWV 43 





1. Coro Magnificat anima mea Dominum 


My soul doth magnify the Lord 


2. Aria—Soprano II 
Shirley Love 


3. Choral 
ich bring euch gute neue Mar, 
der guten Mar bring ich so viel 
davon ich singn und sagen will. 


4. Aria—Soprano I 
Renée Santer 


shall call me blessed 


5. Coro omnes generationes. 


all generations. 


Vom Himmel hoch da komm ich her, 








et exultavit spiritus meus in Deo salutari meo. 


and my spirit hath rejoiced in God my Savior. 


From heaven high I come to you, 
I bring you tidings good and new, 
Good tidings of great joy I bring: 
Thereof will I both say and sing. 


Quia respexit humilitatem ancillae suae: Ecce enim ex hoc beatam me dicent 


For he hath regarded the lowliness of his handmaiden. For behold from henceforth 


The taking of photographs and the use of recording 
equipment in this auditorium are not allowed. 


Tonight's performance is funded in part by the 
National Endowment for the Arts and by the 
Massachusetts Council on the Arts and Humanities, 
a state agency whose funds are recommended by the 
Governor and appropriated by the State Legislature. 


Copyright © 1981 by the Handel & Haydn Society. 


The organ for this evening’s performance was built 


166 th Season 


and provided by the Andover Organ Company of 
Lawrence, Massachusetts. 


Program design 
by Ben Day. 


6. Aria—Basso 
William Parker 


7. Choral 


8. Duetto—Alto and Tenor 
Eunice Alberts 
Charles Bressler 


9. Coro 


10. Coro 


11. Aria—Tenor 


12. Aria—Alto 


13. Aria—Soprano and Basso 


14. Trio—Soprano I, Il 
and Alto 


15. Coro 


16. Coro 


Quia fecit mihi magna qui potens est, et sanctum nomen ejus. 


For he that is mighty hath magnified me, and holy 1s his name. 


Freut euch und jubiliert; Be glad and full of cheer 

zu Bethlehem gefunden wird A boy is born in Bethl’em near: 
das herzeliebe Jesulein Our long-awaited Jesus, he 

das soll euer Freud und Wonne sein. Who shall our joy and rapture be. 


Et misericordia a progenie in progenies timentibus eum. 


And his mercy is on them that fear him throughout all generations. 


Fecit potentiam in bracchio suo, dispersit superbos mente cordis sui. 


He hath showed strength with his arm. He hath scattered the proud in the imagination 
of their hearts. 


Gloria in excelsis Deo, et in terra pax hominibus bona voluntas. 


Glory be to God on high, and on earth peace to men of good will. 


Deposuit potentes de sede et exaltavit humiles. 
He hath put down the mighty from their seat and hath exalted the humble and meek. 


Esurientes implevit bonis et divites dimisit inanes. 


He hath filled the hungry with good things and the rich he hath sent empty away. 


Virga Jesse floruit Jesse’s rod has flower at last, 
Emanuel noster apparuit; Our Lord Emmanuel appears. 

induit carnem hominis Of human flesh he has been born, 

fit puer delectabilis. Alleluia. Delightful in a world forlorn. Alleluia. 


Suscepit Israel puerum suum, recordatus misericordiae suae. 


He remembering his mercy hath holpen his servant Israel. 


Sicut locutus est ad patres nostros, Abraham et semini ejus in saecula. 


As he spake to our forefathers, Abraham and his seed forever. 


Gloria Patri et Filio et Spiritui Sancto. Sicut erat in principio et nunc et semper 
et in saecula saeculorum. Amen. 


Glory be to the Father, and to the Son, and to the Holy Ghost. As it was in the beginning, 
is now and ever shall be, world without end. Amen. 


Intermission 


J. S. Bach 


Le Coro 


2. Recitativo—Evangelista 
Charles Bressler 


3. Recitativo—Basso 
William Parker 


4. Aria—Alto 
Eunice Alberts 


5. Recitativo—Evangelista 


6. Choral 





ORATORIUM FESTO ASCENSIONIS CHRISTI, BWV 11 





Lobet Gott in seinen Reichen, Praise our God throughout his kingdom, 
Preiset ihn in seinen Ehren, Praise him now in all his glory, 
Rthmet ihn in seiner Pracht; Praise him on his throne on high; 
Sucht sein Lob recht zu vergleichen, Seek to judge his praise exactly, 
Wenn ihr mit gesamten Choéren When ye, with all choirs united, 
Ihm ein Lied zu Ehren macht! Praise would render him in song. 


Der Herr Jesus hub seine Hande auf und segnete seine Jiinger, und es geschah, da er sie 
segnete, schied er von ihnen. 


The Lord Jesus lifted up his hands and blessed his disciples, and it came to pass, while he blessed 
them, he was parted from them. 


Ach, Jesu, ist dein Abschied schon so nah? Ah, Jesu, is thy parting soon to be? 
Ach, ist denn schon die Stunde da, Ah, is the hour already here 
Da wir dich von uns lassen sollen? When thou from us must needs be taken? 
Ach, siehe, wie die heifen Tranen But see now, how our ardent tears 
Von unsern blassen Wangen rollen, Running down our pallid cheeks are falling; 
Wie wir uns nach dir sehnen, We look to thee with longing— 
Wie uns fast aller Trost gebricht. Our comfort has gone out from us. 
Ach, weiche doch noch nicht! Ah, do not yet depart! 
Ach, bleibe doch, mein liebstes Leben, Ah, stay awhile, belov’d existence, 
Ach, fliehe nicht so bald von mir! O do not flee away so soon. 
Dein Abschied und dein frithes Scheiden Thy all too early separation 
Bringt mir das allergro&te Leiden, Will bring such anguish and such sorrow. 
Ach, ja so bleibe doch noch hier; Ah, so stay here yet awhile, 
Sonst werd ich ganz von Schmerz umgeben. Else I to pain will be condemned. 


Und ward aufgehoben zusehens und fuhr auf gen Himmel, eine Wolke nahm ihn weg vor 
ihren Augen, und er sitzet zur rechten Hand Gottes. 


And while they beheld he was taken up into heaven; and a cloud received him out of their sight 
and he sat down at the right hand of God. 


Nun lieget alles unter dir, Now all is subject unto thee 
Dich selbst nur ausgenommen, And gathered to thy being; 

Die Engel miissen fiir und fir Forever must the angels come 
Dir aufzuwarten kommen. And ready be to tend thee. 

Die Fursten stehn auch auf der Bahn The princes stand before thy path 
Und sind dir willig untertan; As willing subjects bow to thee; 
Luft, Wasser, Feuer, Erden The air and earth and water 


Mu& dir zu Dienste werden. Are servants to their master. 


7. Recitativo—Alto, 
Evangelista and Basso 


8. Aria—Soprano 
Renée Santer 


9. Choral 


Und da sie ihm nachsahen gen Himmel fahren, siehe, da stunden bei ihnen zwei Manner in 
weifen Kleidern, welche auch sagten: Ihr Manner von Galilaa, was stehet ihr und sehet gen 
Himmel? Dieser Jesus, welcher von euch ist aufgenommen gen Himmel, wird kommen, wie 
ihr ihn gesehen habt gen Himmel fahren. 


And while they looked steadfastly toward heaven as he went up, behold, two men stood by them 
in white apparel; which also said, Ye men of Galilee, why stand ye gazing up into heaven? this 
same Jesus, which is taken up from you into heaven, shall so come in like manner as ye have 
seen him go up into heaven. 


Ach ja! so komme bald zurtick: Wilt thou so quickly come again, 

Tilg einst mein trauriges Gebarden, And take away my look of sorrow? 
Sonst wird mir jeder Augenblick Else would each earthly moment be 
Verhaft und Jahren ahnlich werden. Of pain and dreary gloom for ever. 


Sie aber beteten ihn an, wandten um gen Jerusalem von dem Berge, der da heifSet der 
Olberg, welcher ist nahe bei Jerusalem und liegt einen Sabbater-Weg davon, und sie 
kehreten wieder gen Jerusalem mit grofer Freude. 


And they worshipped him and returned unto Jerusalem from the mount called Olivet, which ts 
from Jerusalem a Sabbath day's journey, and returned to Jerusalem with great joy. 


Jesu, deine Gnadenblicke Jesu, kindness 1n thy glances 
Kann ich doch bestandig sehn. Constant I in vision see. 
Deine Liebe bleibt zurticke, Lord, thy love remains behind thee, 
Daf ich mich hier in der Zeit That I in this earthly time, 
An der ktinftgen Herrlichkeit By thy future blessedness, 
Schon voraus im Geist erquicke, May already so refresh me, 
Wenn wir einst dort vor dir stehn. As at last by thee I stand. 
Wenn soll es doch geschehen, When will it start to happen, 
Wenn kommt die liebe Zeit, When comes the blessed time, 
Daf ich ihn werde sehen, When I again shall see him 
In seiner Herrlichkeit? In all his grace arrayed? 
Du Tag, wenn wirst du sein, O day, when wilt thou be, 
Daf wir den Heiland griifsen, For us the Saviour greeting, 
Daf wir den Heiland kiissen? For us the Lord embracing? 


Komm, stelle dich doch ein! Come, dawn for us to see. 








NeO; t e S 
by Joseph Dyer 


Johann Sebastian Bach Magnificat in D, BWV 243 


On important days of the liturgical year the Thomascantor in 
Leipzig was a busy man. He had to make the usual provisions 
for the churches which were his direct responsibility and had 
personally to direct the customary cantata in the church where 
the Superintendent preached. Besides a Latin motet, an 
elaborate setting of the Kyrie and Gloria might be required. 
After a service of several hours’ duration in the morning, he 
would repeat the cantata in another church that same 
afternoon for Vespers and perform a Latin Magnificat as well. 
The sole surviving word book of the Christmas Oratorio, 
BWV 248, mentions these dual performances “frithe zu St. 
Nicolai und Nachmittage zu St. Thomas” for certain of the 
cantatas in the cycle. 

The Leipziger Kirchen-Staat (1710), a devotional 
guidebook giving the order of service in the Leipzig churches, 
notes that after the Vesper sermon “wird das Magnificat 
Lateinisch musicirt.” “Musiciren” meant a rendition with 
voices and instruments: on ordinary Sundays the Magnificat 
would have been sung in German to simpler music. Bach 
supplied his need for Latin church music with works by other 
composers, Catholic and Protestant. Autograph copies of two 
such Magnificat settings have survived from Bach’s library. 
One is by Antonio Caldara; the author of the other has not 
been determined. 

For his first Christmas in Leipzig (1725) Bach naturally 
wanted to impress his new employers. He did not write a new 
cantata, but performed a spectacular work from his Weimar 
years, Christen, atzet diesen Tag (BWV 63). At Vespers he 
introduced a completely new composition, a Magnificat in E 
flat (BWV 243a). On that occasion he inserted between certain 
verses Latin and German motets, the texts of which have been 
found in a Christmas cantata by Bach’s predecessor, Johann 
Kuhnau. They were only temporary insertions, however; Bach 
relegated them to an appendix of his score and removed them 
entirely when he gave the Magnificat its final D-major form a 
few years later. Exactly when he made, or how often he 
performed, this new version has not been ascertained, but it 
seems to date from the late 1720’s or early 1730's. Bach could 
have used the Magnificat for any of the feasts which permitted 
a version “Lateinisch musicirt.” It could be transferred without 
change to a Catholic Vesper service, and it has been suggested 
that Bach might have had one eye on the Catholic court at 
Dresden, where he eventually sent the Kyrie and Gloria which 
became part of the B-minor Mass. 

The definitive version of a Bach work always includes 
improvements not found in the model. This is true of the D- 
major version of the Magnificat, though a few striking features 
of the E-flat original had to be sacrificed. The new key 
accommodated the obligatory trumpets. The original trumpet 
cantus firmus to the trio “Suscepit Israel” was given to oboes 
because the natural trumpet could not play the final note. 
(There was trouble here in the E-flat version as well.) The 
recorders which Bach used in “Esurientes” could not play in 
the new key required by the transposition. They were replaced 
by flutes, instruments which Bach also added to the big 
orchestral movements. Transposition caused a rethinking of 
the string obbligato to the tenor aria “Deposuit.” In the E-flat 
version violins and violas created a darkly intense effect. 


Especially toward the end of the movement, Bach took the 
violins down to their bottom g again and again. All of these 
passages had to be rewritten in a higher register which 
precluded the comfortable use of violas. The final result has its 
own brittle energy, but of a different character. 

The great five-voice opening chorus is a setting of the 
first four words of the canticle. “Magnificat” is heard 
repeatedly, set to chordal harmonies and imitative coloratura. 
The joyous mood pours over into the following soprano solo 
with string accompaniment. Compared to most of the arias in 
the cantatas, this and all other movements of the Magnificat 
are relatively brief, the better to meet the demands of the 
liturgy. “Quia respexit” leads directly into a chorus of 
overwhelming vigor which parades before our imagination the 
limitless throng implied by the words “all generations.” Vocal 
entries are piled on top of each other with mounting 
commotion until finally brought to rest on a dissonant chord 
just four measures before the end of the chorus. 

The ensuing continuo aria for bass, and the duet for 
alto, tenor, flutes and muted strings taken together contrast 
the power of God with his mercy. Vocal imitation of trumpet 
calls in the chorus “Fecit potentiam” proclaim the might of the 
Old Testament God; the proud are barely mentioned in the 
Handelian peroration. “Deposuit potentes” was discussed 
above. In the present context we might notice here (and 
elsewhere in the Magnificat) the technique of “tone painting,” 
a staple of every composer since the High Renaissance. As the 
mighty are cast down, the melodic lines plummet, only to rise 
as the humble are exalted. The lowly state of the latter is 
symbolized by the sustained final syllable of “humiles.” Such 
devices fired the imagination of all Baroque composers. Music 
never writes itself, however, and formulae came to glory or to 
grief depending on the skill of the composer. 

The alto solo “Esurientes” with its little halting figure is 
one of Bach’s most charming creations. With “Suscepit Israel” 
he strikes a more austere note: the ninth psalm tone, known as 
the tonus peregrinus, rings out over the chorus sopranos and 
altos. From the earliest days of the Lutheran Church this 
melody was securely associated with the Latin and German 
Magnificat. A four-part setting of the tune by Johann Hermann 
Schein appeared in the Leipzig hymnal, and Bach used the 
melody as the foundation of his cantata Meine Seele erhebt den 
Herren (BWV 10, composed in 1724). 

“Sicut locutus est” is couched in the archaic polyphony 
of the Renaissance—at least as that style was understood in the 
eighteenth century. Lutheran cantors cultivated the discipline, 
which here fits in well with the allusion to the patriarchs of 
bygone ages. The closing doxology is brief but impressive, 
terminating with a much abbreviated treatment of a motive 
from the opening “Magnificat” chorus. 
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N o t e's 
by Joseph Dyer 


Johann Sebastian Bach Ascension Oratorio, BWV 11 


Bach himself entitled this cantata, written for the feast of the 
Ascension in 1735, an “oratorio.” Its modest length places it in 
a different category from the long, elaborate dramatic oratorios 
of his contemporaries. He chose the title because four of the 
recitatives recount the biblical story in the exact words of the 
New Testament. The others offer the customary reflective 
poetry which draws out the moral implications inherent in the 
Gospel story. These reflective recitatives (“Ach Jesu” and “Ach 
ja”) stress the sense of loss which the Christian feels as he 
contemplates the Lord’s departure from this earth. Neither 
they nor the arias, as the great Bach scholar Friedrich Smend 
noted, follow up the joyous celebratory mood proclaimed in 
the opening chorus. 

Both sadness and joy are certainly present in the spirit 
of the feast, however. A grand concerted chorus with trumpets 
and drums appropriately establishes the festive character of 
the day, while the recitatives and arias begin with bereavement 
and work toward a quiet confidence and optimism. The cry 
“weiche doch noch nicht” (do not yet depart) finally yields to 
the inner assurance that the faithful soul will follow after its 
Lord and ultimately meet him in heaven. What the oratorio has 
thus tried to communicate is symbolized in the closing chorale: 
the festal orchestra in the key of D major introduces and 
comments on a chorale in a more restrained minor key. The 
chorale, “From God will naught divide me,” is suitable, and 
the verse chosen by Bach or his librettist intensifies the mood 
of longing expectation. 

For his two other oratorios (Christmas and Easter) Bach 
looked to music already composed for secular occasions. It is 
virtually certain that he did the same in the present instance, 
though only the texts of the two secular cantatas he is thought 
to have used survive. The chorus “Lobet Gott in seinen 
Reichen” was originally set to the words “Froher Tag, verlangte 
Stunden,” from a cantata of the same name celebrating the 
remodeling of the Thomasschule in 1732. Bach lived in the 
school, so he had personal reasons to rejoice. The music works 
just as well for heavenly mansions as it did for a bricks-and- 
mortar school building. 

The da capo aria “Ach, bleibe doch” will have a familiar 
ring to it. Bach used a drastically shortened version as the 
“Agnus Dei” of the B-minor Mass. Both derive from a 1725 
wedding serenade in which the music was originally set to the 
words “Entfernet euch, ihr kalten Herzen.” Though the 
Ascension Oratorio words do not quite fit the vocal line, the 
violin obbligato has all the pathos consistent with its 
sentiments. The same wedding serenade also yielded music 
for the aria “Jesu, deine Gnadenblicke.” Its original words 
were “Unschuld, Kleinod reiner Seelen,” which prompted a 
particularly delicate and airy setting without continuo. The 
closing chorale, freshly composed for the Ascension Oratorio, 
has been mentioned above. A minor-key chorale in a major- 


key orchestral fabric is a device Bach had used in earlier cantatas. 


Of course he makes it seem effortless and even natural. 
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What is the Handel & Haydn Society? 


The Handel & Haydn Society is America’s oldest active 
performing organization, leading Boston’s musical life for over 
a century and a half. Founded in 1815, the Society seeks to 
advance the performance, study, composition and enjoyment 
of music, both choral and orchestral. 


This is done through a program of subscription and low-cost 
public concerts, recording, publishing, and other media pro- 
jects, all designed to make music accessible to as broad a 
segment of the public audience as possible. 





“What this year’s Handel & Haydn Society perfor- 
mance of Messiah has ts just incredible choral 
singing, the finest I have ever heard in the work (or 
any like it) and even the finest I can at this moment 


imagine.” 


Michael Steinberg (The Boston Globe) 
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Advertisement for a visit to New York in 1870. 
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Why is H&H one of Boston’s “most 
treasured cultural institutions?” 


For 166 years, superlative performances of the great choral 
works and the annual Christmas performances of Handel's 
Messiah have formed the solid cornerstone of the Society’s 
reputation, a foundation upon which it continues to grow, 
exciting new audiences and spreading the appreciation of 
music throughout the country through recordings, coast-to- 
coast broadcasts, and publications. 


H&H has introduced to American 
audiences such masterpieces as: 


Handel’s Messiah in 1815 

Haydn’s Creation in 1819 

Verdi's Requiem in 1878 

Bach’s St. Matthew Passion in 1879 


It has also performed more 
contemporary works such as: 


Honegger’s King David 

Stravinsky’s Symphony of Psalms 
Britten’s Cantata Misericordium 
Poulenc’s Gloria 

Vaughan Williams’ Dona Nobis Pacem 


H&H encourages the creation of new music in a tradition 
which dates back to Beethoven, who was commissioned to 
write a work for the Society in 1823. The most recent 
commission went to composer Daniel Pinkham, whose Garden 
Party was given its world premiere in March, 1977. 





“A total of 5,262 fortunate people filled Symphony 


Hall on two nights this weekend for the Handel & 


The Society recorded Messiah in 1977 under the auspices of the Haydn Society's annual Messiah. What they heard 
Advent Corporation, utilizing performing forces approximating was a superlative performance.” 
those of Handel's day to produce the most definitive version Richard Dyer (The Boston Globe) 








yet recorded. This recording is also marketed on the Sine 
Qua Non label. 


H&H has established a National Public Radio broadcast coast- 
to-coast which reaches audiences of four million listeners. 


Maintaining a circulating library of musical scores, H&H has 
enabled groups throughout the country to perform works 
which their limited budgets would not otherwise allow. 


Where and what music does H&H perform? 


The backbone of the Handel & Haydn season is its Symphony 
Hall subscription series. Featured in these performances, in 
addition to the great choral works and oratorios, have been 
chamber music, dance, opera, multi-media productions, and 
even puppets, increasing the employment of directors, techni- 
cians, designers, and talented performers from all areas of 

the arts. 


As part of a bold new program for the future, the Society 
further expanded its performances by undertaking a series of 
community outreach programs in 1979, extending its musical 
mastery to audiences more eager than ever. 


The 1980’s will witness an expanded and diversified 
program in the following areas: 


a professional Chorus 


a professional Chamber Orchestra, designed to fill 
a void in Boston’s cultural scene and ensuring 
the continuity of personnel 


a Theatre Wing for unique musical 
theatre productions 


“The Handel & Haydn Society radiated energy 
Friday night, an energy born both of the music and 
of the performance.” 


Christine Terp (The Christian Science Monitor) 
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Announcement of the Third Triennial 
Festival in 1874. 


How has Thomas Dunn brought a new look to 
H&H performances? 


In Thomas Dunn, the Society’s Artistic Director, there exists a 
combination of imaginative programming and classical artistry 
unsurpassed in the national musical scene. 


Under his direction, the Handel & Haydn Society Chorus, a 
finely-tuned corps of singers, has gained a reputation as a 
virtuoso group of professionals. 


Exacting the highest standards of achievement from his 
musicians, Dunn affirms, “We must leave a work better for our 
performance. Better understood. Better loved.” Stressing the 
integrity of performance with respect to the composer's 
intentions, Dunn’s musical scholarship becomes innovation, 
bringing audiences closer than ever to the genius of the world’s 
great composers. 


It is due largely to Maestro Dunn’s talents that the Handel & 
Haydn Society today is an unqualified artistic success, claiming 
its rank as America’s pre-eminent musical organization. 





“The performance was consistently on that high 
plane of excellence Dunn has displayed since 
becoming music director of the Handel & Haydn 
Society.” 


Peter M. Knapp (The Patriot Ledger) 








H&H 
Become a member 


What you will receive. 


advance notice of programs and special consideration in 
filling single ticket and subscription orders 


invitations to special events and post-concert gatherings 
a complimentary copy of our Notebook on Haydn’s Seasons 


listing in concert programs 


How you can help. 
As an individual you can assist us in two ways: 
1. By a generous, tax-exempt gift. 


2. By getting together a small group of friends to obtain 
their help as well. The H&H Society will be pleased to 
have one of its top officers speak informally at 
any such meetings. 





‘... and especially anyone who heard the Handel & 
Haydn Society's performance of it [Haydn's 
Creation] last Friday night, recognizes it for the 
sublime piece of music tt is... The chorus sounded 
splendid, offering both enthusiasm and limpid tone, 


and delighting the listener...” 


Ellen Pfeifer (The Boston Herald American) 
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Yamaha Piano 
the official piano of the Handel and Haydn Society 
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The world famous 


~~» YAMAHA 


Pianos and Organs 


Williams’ Piano Shop, Inc. 


123 Harvard Street, Brookline 
232-8870 or 232-2773 


